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*ULPDQHVD$PRUyV¶VZRUNVIHOWOLNHWKHVWXIIRIVFLHQFH¿FWLRQWKH¿UVWWLPH,HQFRXQWHUHGWKHPEXUVWLQJZLWKOLJKWLQDQHDUO\GDUN
room. The artist intends for her viewers to have a visceral experience with her art; she’s creating a sublime effect, “an immersive 
environment” she says, involving the sculptures and the light around them.1 She wants the viewer to have a complete tangible 
experience. While the artist layers her installations with numerous references to the physicality of light and to her Peruvian home, 
WKH\DOVRLQYRNHKHUUHYHUHQFHIRUQDWXUDOHYHQWVDQGVSDFHVOLNHWKHDXURUDERUHDOLVVKHKDGVHHQLQ,FHODQGDQGWLGDOÀRZV
reminiscent of the oceans and lakes in her native Peru.  
In Light Between the Islands$PRUyVFRPELQHVVROLGEXEEOHIRUPVRQWKHÀRRULQJURXSLQJVOLNHLVODQGVVXUURXQGHGE\ZDWHU
in the space between them. Here those gaps allow the viewer to ambulate the bubble forms. The bubbles are animated with 
LEDs, light programming, and video animation partially illuminating the gallery space. Her sculptures are often layered with 
her drawings, as is the case with this installation, where they have been silkscreened onto the surface of the mounds. Making 
the connection between the artist’s memories and fantasies of Peru, she’s added MIRANDADYLGHRZRUN,WLVDK\EULG¿OP
merging and uniting images of the artist’s face. On her face, she’s rendered Incan sun masks and ancient Incan monuments.  
She’s also added views of sea foam percolating along the Peruvian coast.
Amorós’s material is nature’s light, which she mentions repeatedly in interviews and in her writings, acknowledging how 
LPSRUWDQWLWKDVEHHQDVDQDUWLVWLFLQÀXHQFH)DXYHSDLQWHU$QGUp'HUDLQIDPRXVO\UHPDUNHG³The substance of painting is 
light´/LJKWIRU$PRUyVLVERWKDWRRODQGDVXEMHFW,WKDVFHUWDLQVSHFL¿FUHIHUHQFHVWRKHU3HUXYLDQKRPHODQGZKHUHVKHZDV
mesmerized by the bioluminescent sea foam she could easily view a short distance from her home in coastal Lima. Hers is a 
light emanating from nature, which she crafted with technology, which, as she says, “brings the magic I was looking for [in my 
art].”2/LJKWLQLWVUDQJHRIIRUPVDSSHDOVWR$PRUyV%\FRPELQLQJQDWXUHDQGWHFKQRORJ\VKHHQJDJHVZLWKLWLQLWVUHÀHFWHG
___________________________
 1 Grimanesa Amorós, e-mail message to author, June 3, 2014.
 2 Ibid.
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SURMHFWHGUHIUDFWHGVXEVWDQFHOHVVYLVLEOHDWPRVSKHULFJORZLQJDQGVKLQLQJIRUPV
Amorós often uses water forms and symbols as a way to embody the light. Light moves in waves, much like the ocean. Water 
has within it the “source and origin” of life, according to renowned religion historian Mircea Eliade, a similar feature in all the 
cultures he examined. Sea foam, or espuma del marKDVDVLJQL¿FDQWUROHLQ3HUXYLDQKLVWRU\DV9LUDFRFKDWKHJUHDWFUHDWRU
diety of the Incan cosmology, emerged from the ocean. Sea foam is a reference to this god. Almost in a divine guise, Amorós 
plays with solidity/materiality and ethereality/spirituality in her sculptures, making the individual elements defy conventional 
H[SHFWDWLRQVDERXWIRUP7KHXQIROGLQJOLJKWVHTXHQFHRIWKHVFXOSWXUHVGLIIXVHVWKHLUVROLGLW\ZKLOHDOVRGH¿QLQJWKHOLQHDU
progression of the narrative within her work. 
Others have similarly perceived Peru as a source of psychic power. Literary historian Verónica Salles-Reese notes that there are 
SHUFHLYHGJHRJUDSKLFVLWHVRIHQHUJ\³WKHVHVSRWVDUHLPDJLQDWLYHO\HQGRZHGZLWKDQXPLQRXVHVVHQFH/DNH7LWLFDFDLVVXFK
a place.”3  Amorós draws upon this sense of the sacred as a way to add a layer of ethereality and the intangible to her art—the 
unseen yet known, much like the energy and heat of unseen light. Another layer is a reference to water symbolism in Amorós’s 
art are references to the highly eccentric Uros practice of weaving homes, structures, and even the ground on which they live 
from totoraZKLFKDUHORFDOUHHGV7KH8URVDSUH,QFDQFLYLOL]DWLRQRI/DNH7LWLFDFDFUDIWHGWKHVHÀRDWLQJLVODQGVVWUXFWXUHV
and boats, a defensive practice to escape the invading Incans.  Islands have a special place in the imagination; Eliade 
remarked that one of the strongest images of creation “is the island that suddenly manifests itself in the midst of the waves.”4 
Amorós’s works engage the archetype of fabricating, embodying the mystery of creation resembling plant or geological clusters. 
Additionally, they also engage with the archetype of water; the emergence of the sea foam carries within it the alchemical 
transition of elusive water into a physical substance with form.  
All these references to nature have within them the idea of abundance. It is this expansiveness which is, perhaps, the most 
FRPSHOOLQJIHDWXUHRI$PRUyV¶VDUW:KLOHWKHSK\VLFDOVLWXDWLRQLQWKHJDOOHU\VSDFHLV¿[HGDQG¿QLWHWKHYDULHW\RIOLJKWLPDJHV
VKHFUHDWHVPDNHWKHVXUIDFHRIKHUZRUNVLQWRDVHHPLQJO\LQ¿QLWHQXPEHURIDSSHDUDQFHV7KRXJKSURGXFHGWKURXJKFDUHIXO
study and meticulous production, the cellular and atomized forms remind us of the plentifulness of bubbles and reeds, as well 
DVVXJJHVWLQJWKHÀRZRIPDWWHUWKURXJKYHLQVDQGDUWHULHV,QWKLQNLQJDERXWDEXQGDQFHLQ$PRUyV¶VDUW,DPUHPLQGHGRI
philosophy professor Rosalyn Diprose’s estimation that generosity is a life force, noting that passion animates and energizes
___________________________
3  Verónica Salles-Reese, From Viracocha to the Virgin of Copacabana: History of the Representation of the Sacred$XVWLQ7;8QLYHUVLW\RI7H[DV3UHVV
4 Mircea Eliade, The Sacred and The Profane: The Nature of Religion1HZ<RUN1<+DUFRXUW,QF
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our interactions, such as the exchange of the artist creating an experience for the viewer.5  Diprose takes a line from German 
philosopher Friedrich Nietzsche’s Thus Spoke ZarathustraDVKHUGH¿QLQJIHDWXUHRIJHQHURVLW\LQFRUSRUHDOWHUPV³,ORYHPRVW
what is written in blood.” She then notes that even metaphorically, “We do not have to write about the body, its gestures, cells, 
DQGÀXLGVWRZULWHin blood.” This idea relates to Amorós’s art in the way that a life force like blood seems to emanate from within 
WKHPHYHQWKRXJKWKHDUWLVWKDVQRW³ZULWWHQ´DERXWÀHVKRULQQDUGV$VDGH¿DQFHRIWKHVHSDUDWLRQEHWZHHQHDFKRIXVWKURXJK
the technological apparatus of her use of light and its affect, her work presents a sense of sublime plentitude that is always 
welcomed.
___________________________
5 See “Conclusion” of Diprose’s book. [Rosalyn Diprose, Corporeal Generosity: On Giving with Nietzsche, Merleau-Ponty, and Levinas$OEDQ\1<6WDWH8QLYHUVLW\RI1HZ
<RUN@
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